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»... setea unului de a se pierde si setea multiplului de a se readuna.” 
(...the thirst of one to come apart and the thirst of the multiple to reunite) 
Constantin Noica 


The archegenesis of Toduta’s musical works reveals the existence of certain „invariants with 
a strong ontological presence", responsible for the coherence and cohesion of the whole, 
irrespective of the ramifications or digressions developed by the discourse. 

These archetypal constants invest the entire work with the value of a unitary and centered 
ontological model ?, polarizing the parametric and syntactic generalizations from which the 
structural vectorial typologies derive. 

Without indulging in theoretical speculations — inevitably trapped in the impasse created by 
the impossibility to rigorously hierarchize or classify archetypes — we shall orientate our approach 
towards an operational perspective, by selecting, under the incidence of the one-multiple dyad, two 
of the most relevant phenomena of structural syntactic invariance: monody and heterophony. 

In our view, along with the ,,pure” or autonomous archetypes there is a multitude of 
combined, intersectable or fusion archetypes. This truth — confirmed by Sigismund Toduta’ creation 
— has led us to the typological triad mold-link-nucleus, whose conceptual substance will derive 


from an analytical argumentation based on a rich musical casuistry. 


! Corin Braga, De la arhetip la anarhetip, lagi, Editura Polirom, 2006, p. 274. 
? Ibidem, p. 275. 
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ONE-MULTIPLE (Mold-archetype) 


The philosophical root of the monody-heterophony archetypal binomial lies in the one- 
multiple dyad, defined by Constantin Noica as a „fundamental metaphysical duality, of formal 
character". The analogy is not far-fetched, for the coincidentia oppositorum principle — viewed by 
Stefan Niculescu as a normative foundation of heterophonic syntax — agrees with Noica's vision 
(different from Plato's), according to which only the one-multiple integrating hypostasis (,,synthetic 
unity in expansion"), holding ,,the original complex and processuality (as virtuality), can allow the 


'"? This is also the one-to-one sense of the monody- 


one as unity to unfold in multiple units 
heterophony relationship, where the former element opens towards multiplicity, while the latter 


closes towards (re)unification. 


1.MONODY/AULODY (Link-archetype 1) 


Romanian oral music is essentially centered on the monodic archetype, a virtual 
phenomenon which integrates the diversity and multiplicity of sonorous events. Monody therefore 
signifies „the identity and identification, the already established, complete and intransitory unit, 
[whose existence is] given and determined by one, beyond which nothing exists". 

To Sigismund Todutá, the recourse to monody is not an accidental, preliminary or 
intermittent state, but an existential given, grounded in a fundamental and original reality, an 


ontological (re)creation, in the last analysis. From this perspective, Todutá's unmistakable aulody 


periodically recreates the very connections of the being with the nascent condition of music. 


1.1. THE STRUCTURAL POLYGENESIS OF THE SONOROUS MATTER 
THE MODAL - A UNIFYING ARCHETYPE IN TODUTA'S STYLE 

Throughout his entire work, Sigismund Todutá promotes a monodic concept of a modal- 
archaic filiation, transposed into a personal style whose ontogenesis can be observed in the realm of 
the „imaginary folklore". Consequently, the „recourse to quotation” turns out to have a reduced 
occurrence and therefore to be of a relatively secondary importance. 

The genetic load of Toduta’s monody - plurivalent and with a maximum formative potential 
- can be reduced essentially to two sources: the folkloric one and the liturgical one which, in its 
turn, is bivalent through its Byzantine and Gregorian filiations. (see the triad: recitative, melisma, 


chorus). 


1 Constantin Noica, Echilibrul spiritual, in: Unu si multiplu, Anuarul Izvoare de filosofie, Bucuresti, 1942, p. 318; apud: 
Florica Diaconu, Marin Diaconu, Dicționar de termeni filosofici ai lui Constantin Noica (Introducere prin concepte) , 
Bucureşti, Editura Univers Enciclopedic, 2004, p. 683. 

? Idem. 

? Marin Marian, Chipul geniului. Eseu despre creativitatea exemplară, Bucuresti, Editura Muzicală, 1991, p. 57. 
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FOLKLORIC FILIATION 
Ex. 1 Simfonia a III-a, Ovidiu (Symphony No. 3, Ovidiu), ' (1957), Part 1, R 90' (12 ms.), 
pp. 28-29/PG (solo clarinet) 


rubato, parlando 7 -quasi 100 
€ accel. tratt. at accel. 
a e (90) — qii 
*- x mf ——— 


tratt. a tempo poco accel. trati. 


BYZANTINE LITURGICAL FILIATION 
Ex. 2 Miorita, ballad-oratorio? (1957-1958), No. 11, Rondo, R 44 (12 ms.), pp. 142-144/PG 


assai if” parenco 


r = G iS 


Ci - noa. œw - ms - cot Ci -m-—— 
Qui a ONC cn — nm, 


Et.— qui — 
aa = 
A.solo = 
mi-a va -rut Min — du do —tá - ntl. Tres .— prin — truni -nel 9. 
vu Un jou -n br — aate Ten —— 4 flu- et? 


GREGORIAN LITURGICAL FILIATION 


Ex. 3a Simfonia I (Symphony No.1) ? (1954), Part 1, ms. 1-5, pp. 9-10/PG 


Generative nucleus with linking function and thematic vector 


Fl.picc. 
e je e e 


Ex. 3b Simfonia a Il-a (Symphony No.2)* in D minor, with organ — „în memoria lui George 


Enescu" (In the Memory of George Enescu) (1956), Part 1, ms. 1-5, p. 3/PG 


Motivic statement — incipit Dies Irae — macrogenerative matrix 


Ex. 3c Simfonia a III-a (Symphony No.3), Ovidiu (1957), Part 1, R 210" (5 ms.), pp. 55-56/PG 


: Bucuresti, Editura Muzicalá, 1975. 
Bucuresti, Editura Muzicala, 1971. 
Bucuresti, Editura Muzicalá, 1959. 
Bucuresti, Editura Muzicala, 1965. 
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Gregorian choral ethos 


Vni II 


These musical sources make a direct reference to the structural polygenesis of the 
sonorous matter which, in systemic order, displays the following generative grid: 


Oligochords — anhemitonic, hemitonic 

Pentatonics — anhemitonic, hemitonic 

Pre-heptachords and heptachords — diatonic and chromatic 
Symmetric octachords (1:2/2:1 type) 

Polychords — chromatic-diatonic or chromatic-polymodal 
(Complex intonational systems with mobile scale degrees) 


1.1. 1. THE LYDIAN MODE/THE BIHOR AUGMENTED FOURTH/ 
THE ,, TODUTA” MOTIVE (Nucleus-archetype 1) 

One of the most frequently encountered archetypal entities, unequivocally recognizable in 
Toduta’s entire creation, is the intonational syntagm with the structure of a hemitonic tetratony of 
a descending melodic line (2m|-3M]|-2M]), encompassed within a perfect fifth, but defined by the 
distinct ethos of the Lydian fourth. 


Ex. 4 La curtile dorului — Trei madrigale pe versuri de Lucian Blaga' (1978), 


Intoarcere (III), p. 22 


(Semi)cadential-iterative process 


The folkloric region of Bihor seems to be closest in terms of archetypal filiation, but the 
ubiquity of this syntagm — with a plurivalent generative potential — in the composer’s work and, 
hence, its irrefutable association with Todutá's name, fully legitimates it as a logotype. 

The exegetes of Cluj have repeatedly called the attention to this phenomenon.?. The present 
approach proposes, besides the already mentioned arguments, a typological systematization of the 


most frequent hypostases. 


THE »TODUTA” MOTIVE - Structural typologies 
Sequential concatenation (Conjunct juxtaposition) 


Ex. 5a Simfonia a V-a (Symphony No.5)! (1962-1976), Section 2, Aulody, 


: Bucuresti, Editura Muzicala, 1981. 
Vasile Herman, Sofia Gelman Kiss, Hilda Iacob, Mihai Ghircoiasiu a.o. 
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R 140°! (3 ms.), p. 39/PG 


con slancio 


2 d-d : 


— 


Fg.1 


Sequential concatenation with permutative variants 


Ex. 5b Simfonia a V-a (Symphony No.5) (1962-1976), R 185"! (2 ms.), p. 47/PG 


meno mosso poco rit 


Latent polyphony, in monodic improvisational cadence 


Ex. 5c Simfonia a V-a (Symphony No.5) (1962-1976), R 200”, p. 51/PG 


Melismatic (-iterative) integrated inversion 


Ex. 5d Simfonia a V-a (Symphony No.5) (1962-1976), R 200^, p. 52/PG 


Internal permutation with maintenance of the modal congruence framework 


1 Bucuresti, Editura Muzicalá, 1979. 
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Ex. 5e Sonatina pentru pian (Sonatina for Piano)! (1950), Part 3, ms. 1-5, p. 19 


Gaio rustico (9) -152) 


1. 1. 2. PENTATONY (Nucleus — archetype 2) 


The modal-diatonic range of the monody (,,white modal diatony", as Vasile Herman called 
it) is heavily grounded on a strong pre-pentatonic/pentatonic basis which is all-pervading in 
Todutá's sonorous universe. 

From a structural point of view, the anhemitonic pentatony (non-octaviant or octaviant) 
holds the significant share (which does not assume the total absence of the hemitonic pentatony, see 


ex. 8), and its presence is both real (ex. 6) and latent (as a substratum, ex. 7). 


Ex. 6 Concertul pentru suflátori si baterie/percutie (Concerto for Winds and Percussion) (1970), 


Part 4, Ostinato, pp. 57-58/PG, manuscript 


Octaviant anhemitonic pentatony, 5" mode (pien C) 


Ex. 7 Passacaglia pentru pian (Passacaglia for Piano)” (1943), Theme 
Bivalent substratum: 
1. after the marking of the stressed beats (palindrome); 


2. after the marking of the long time values (half-notes) 


I. Semplice d- cca.84 


! In: Sigismund Toduta, Lucrári pianistice, vol. I, under the supervision of Dan Voiculescu, Cluj-Napoca, Editura 
MediaMusica, 1998. 
? Bucuresti, Editura Muzicalá, 1966. 
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Ex. 8 Concertul nr. 2 pentru orchestra de coarde (Concerto No. 2 for String Orchestra)! (1972- 
1973), Part 4, Toccata, ms. 72-75, p. 37/PG 


Phrygian hemitonic pentatony 


D 


The formative capacity of the pentatony can undergo macrotemporal extrapolations when 


the generative themes of a part, or even those of an entire work, derive from a matrix structure, 
with true cyclical virtues. This maximal level is reached both in Concertul nr. 4 pentru orchestrá 
de coarde si orgà (Pártile a IV-a, Ricercarii 1-5 si a V-a, Fugi 1, 2, 3), (Concerto No. 4 for String 
Orchestra and Organ (Parts 4, Ricercars 1-5 and 5, Fugues 1, 2, 3), and especially in the Sonatina 
pentru violiná si pian (Sonatina for Violin and Piano), which is a true apotheosis of the pentatonic 
style. 

Ex. 9 (Concertul nr. 4 pentru orchestra de coarde si orga) (Concerto No. 4 for String Orchestra and 
Organ) (1980), Part 5, manuscript, The subjects of fugues 1, 2, 3 


f La - 
= e e e e e e Me me a e s EE aa R p ME ae mam m ae aN e EE E TA 
"= RLL Á: 
A E S aaa 


Ex. 10 Sonatina pentru vioará si pian (Sonatina for Violin and Piano)? (1981) 


The generative themes of parts 1, 2, 3 


z-t-——EE-E 
Soa 2 € 


P poco espress. ———— 


«i 


~— 


: Bucuresti, Editura Muzicala, 1978. 
: Cluj-Napoca, Editura Arpeggione, 2003, under the supervision of Cipriana Gavrisiu. 
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1. 1. 3. POLYMODAL CHROMATICISM (Nucleus-archetype 3) 


As stated in the beginning of the 4th chapter of my doctoral thesis', entitled Fenomenologia 
oscilatiei modale (The Phenomenology of Modal Oscillation) ,,the ontological dualism of the 
(micro)modal is consubstantial with the archetypal stage (infra-diatonic or infra-chromatic), 
primordially identified in the structure of oligochordic melodies. The mobility of modal steps, 
adding the principle of chromatic disjunction, complementarily interacts with the phenomenon of 


oscillation? 


of the intervals generating seconds, thirds, fourths and fifths. 

The qualitative bivalence of these microstructures — (major-minor, perfect- 
augmented/diminished, ascending-descending) is consubstantial with the inverted chromatic 
formula (ex. 11) — an intonational syntagm coalesced with the polimodal fifth coined by Bartok 
and with the plurimodal environment created through the cadential multiple polarizations in the 
Romanian archaic monody. Thus, the organic variability of the archetypal sonorous material 
determines another type of chromaticism than the tonal-functional major-minor one, this integrated 
triad — emblematic, as we shall see, of Toduþã’s monody/aulody — defining the generic 


phenomenon of polymodal chromaticism (or of „diatonic chromaticism", according to Gheorghe 


Firca). 


Ex. 11 Concertul nr. 2 pentru orchestră de coarde (Concerto No. 2 for String Orchestra) (1972- 
1973), 
Part 3, Recitativo e Arioso, ms. 19-29, p. 18/PG, manuscript 


I 
EEECICILEÉEXEÉ LEES === ELE 
LE __.._ — 

a a E ———_ tp lat —}F ET 


; Gheorghe Duticá, Universul gândirii polimodale, lagi, Editura Junimea, 2004, p. 165. 
? Gheorghe Duticá, op. cit., p. 165. 
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1. 1. 3. 1. INVERTED CHROMATIC FORMUDLA (i.c.f.) 


In terms of an intervallic minimalism, active in the generative-thematic area, the i.c.f. 
occurs in two structural forms: 1. nucleus-entity (its possible iteration being achieved by 
disjunction); 2. link-entity, interlinking/amplifying different modal (micro)formations. 

In the former case, Sigismund Todutá reaches the threshold limit of cyclical chronology, 
investing this archetypal syntagm (E — F sharp — E sharp) with the function of a macrogenerative 
statement, subject to continuous variation in a monumental work like the oratorio Pe urmele lui 
Horea (1978). In the latter case, the reiterated conjunction of the i.c.f. under the form of catenas is 
intensively used by the composer in structuring certain melismatic constructions. 

Ex. 12 Preludiu, Coral, Toccata pentru pian (Prelude, Choral, Toccata for Piano)! (1973-1974), 
Preludiu (Prelude), p. 45 


quasi ritenuto 


; EFEHCELETEEFFEFEFEH 33.3% 

The following example is an excerpt (segment @ ) from a more ample thematic structure and 

its relevance lies both in the formative morphological symmetry of the cellular components (mirror 

symmetry: X-Xrec.; translational symmetry: y-y’), and in the emancipation of the i.c.f. in terms of 
the interpolar-cadential relationships. 

Thus, the initial sound A, together with the dominant of the half cadence (SK, B) and the 

finalis (K) on the note A sharp create a latent i.c.f. (with the structure [A-B-A sharp]). At the same 

time, the tension of the inverted chromaticism guides the rhetorical curve of the entire segment 


through the direction complementarity of the melodic slope: ascensio-descensio. 


Ex. 13 Concertul nr. 4 pentru orchestra de coarde si orga (Concerto No. 4 for String Orchestra and 
Organ) (1980), Part 3, ms. 1-2, pp. 36-37/PG 


Ascensio — Descensig 
F.C.l. F.C.l. 
5 e LI 
; " Bac 


MELLE 
= i. ae a ee Ae 2 ee 
pair r a = ar 
oao a a e a = 
babet — zi 


! In: Sigismund Toduta, Lucrári pianistice, vol. I, op. cit. 
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The casuistry of this phenomenon is immense, but our attention has been drawn by an 
indubitable Enescian filiation in the handling of this archetypal microstructure, which has been 
partially acknowledged by other exegetes, too. 

In the context of Toduta’s monody we have identified two argument-hypostases: 

a) LC.F. through the DUALISM OF THE THIRD, a ,,major-minor" oscillation defined by 
Enescu as a ,,hesitation” specific to the Romanian archaic monody. 
Ex. 14 Concertul nr. 4 pentru orchestra de coarde si orga (Concerto No. 4 for String Orchestra and 
Organ) (1980), Part 3, ms. 21-23, pp. 39-40/PG 


Bivalent tetratony: hemitonic-anhemitonic on A 


Ex. 15 Trei lieduri pentru tenor (Three Lieder for Tenor) on verses by Lucian Blaga! (1984), 
Septemvrie (September), ms. 22-23 


Latent presence of the diminished octave (cross chromaticism), active element in 


the structuring of the bi- and polymodal phenomenon 


ri Meno mosso 
(4222: 69) ———À 
22 L-L m 


—— fer 
mes i — dees yn poco cantabile 
Mw. 


ee E E Qr 


b) LC.F. through CELLULAR-MOTIVIC MELISMA - incipit-syntagm of a famous 
masterpiece by Enescu 
Ex. 16a Sonata a Il-a pentru pian yi vioará (Sonata No.3 for Piano and Violin) ,,in the popular 


Romanian style", op. 25 (1926), by George Enescu, Part 1, Theme 1 


Moderato malinconico (9 - 60) - NEM | 1 


vIOLON 


PIANO 


! Tn: 14 Lieduri pentru voce si pian (14 Lieder for Voice and Piano) on verses by Lucian Blaga, Bucuresti, Editura 
Muzicalá, 1984. 
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Ex. 16b Concertul nr. 2 pentru orchestrá de coarde (Concerto No. 2 for String Orchestra) (1972- 
1973), Part 1, Preludio, ms. 20-21, pp. 6-7/PG 


Ex. 16c Concertul nr. 2 pentru orchestrá de coarde (Concerto No. 2 for String Orchestra) (1972- 
1973), Part 2, Fuga (Fugue), ms. 1-10, p. 12/PG 


Ex. 16e Trei lieduri pentru tenor (Three Lieder for Tenor) on verses by Lucian Blaga (1984), 


Septemvrie (September), ms. 1 


8 Improwisando 
() zcca 80 


US 


— 5 
poco f* molto rubato ——— poco f^ 
= p——5$ BA 


Ex. 16f Preludiu, Coral, Toccata pentru pian (Prelude, Choral, Toccata for Piano) (1973-1974), 
Preludiu (Prelude), debut, p. 43 


1 Cluj-Napoca, Editura Arpeggione, 2000, under the supervision of Dan Voiculescu. 
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Improvvisando 


F ree SSeS 


1. 1. 3. 2. POLYMODAL FIFTH 


Following the processes of polydiatonic differentiation, the perfect fifth becomes a multi- 
vectorial space, a modal mould in which various sonorous “fascicles” interfere, modeled on the 
basis of diatonic chromaticism. 

In the following context, the melismatic extension consolidating the pillars of the perfect 
fifth C sharp — G sharp also frames the bivalence of the tetratony inside: hemitonic — the “Toduta” 
motive (G sharp — F double sharp — D sharp-C sharp); anhemitonic — in permutative cadence (G 


sharp — F sharp — D sharp - C sharp). 


Ex. 17 Sonata pentru flaut solo (Sonata for Solo Flute)! (1989), Egloga I, p. 1 


—— - = ai: 
SSS xx, == LL 
L4 Oe 


pasias: animando 
: TTE 3.— 2— 1:9 ya " de ieu; $e os es = eto 


— poco mf 


As a framework for modal congruence, often included within the octaviant range — as is the 
case with the polyvalent heptachord centered on C, in the following example —, the polymodal fifth 
can incorporate modal polymorphisms. More concretely, the mobility of the scale degrees, through 
the polydiatonic exploration of the range of the perfect fifth C-G, reveals multiple modal valences: 
Phrygian (2m between the 2" and 1* scale degrees, D flat-C), chromatic 2 (2+ between the 3" 
and 2"* scale degrees, E-D flat), Lydian (4+ between the 4" and 1“ scale degrees, F sharp-C) etc. 
Ex. 18 Concertul nr. 3 pentru orchestrá de coarde (Concerto No. 3 for String Orchestra) (1989), 
Part 3, Danza, ms. 102-103, p. 57/PG, manuscript 


1 Cluj-Napoca, Editura Arpeggione, 2000, under the supervision of Dan Voiculescu. 
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DORIC 
tr. VII mobilă 


1 X 
` Y 


ACUSTIC 1 
CROMATIC 2 
FRIGIC 


© e 2 
1 3 2 1 
| 4ta LIDICA 7ma MIXOLIDICA 


5ta FASCICULARA 


1.1.3.3. HORIZONTAL-CONVERGENT POLYMODALISM 


In the Romanian folklore, modes with the same final are built by way of intrasystemic fusion 
of two, three or even four variables. 
Ex. 19 — Triple combination on the final E: 
Eolic-Istrian (acoustic 3) — Phrygyan/Locrian + chromatic inflection; 
pien C sharp — 2+ between the 5" and 6" scale degrees 


— Homonymous pentachordic segments 


mul- te- sink Mul-te-au_— fost sic mul-fe sinl mái Multe sint de 


ENTER. EI 


T Wes er 
a — — 


EOLIC ISTRIC FRIGIC/LOCRIC 
Thus, ,,the diachronic-oscillatory polymorphism of the archaic melody often results in the 


plurality of the modal (micro-)areas, whose alternance, junction and interference generate 


complex intonational systems", polystructurally-active within one and the same syntactic unit. 


: Ghorghe Dubica, op. cit., p. 162. 
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The significant aspect is the diatonic chromaticism occurring at the level of the whole, a 
global synthesis phenomenon arising from the dual quality of certain scale degrees which are 
natural in one formation and altered in the other. 

Anchored in the archetypality of autochthonous musical tradition, Todutá's monody is no 
stranger to the successive-polymodal (horizontal) phenomenon, often amplified into a vertical 
polymodalism, based on the symmetry-axis system’. Here it is, in a psalmody of a genuine 
Byzantine ethos: 


Ex. 20 Concertul nr. 1 pentru orchestra de coarde (Concerto No. 1 for String Orchestra)? (1951), 
Part 3, ms. 83-89, pp. 33-35/PG 


-—— MI MIXOL./SI DORIC ---------i- --- DOÉDORIC/EOLIC! -——7————. 
Scord. modala 
Poe. ^ 


Mair: umie ditior 


[STE T DO()DORIC/EOLIC ------ ol zi 
Scord. modala ' 


1.2. MONODY / AULODY - STRUCTURAL HYPOSTASES 


Beginning with the second period of his career (identified by Vasile Herman as the 1957- 
1983 interval, more exactly from the oratorio Miorița to the opera Meşterul Manole*), Sigismund 
Todutá became more and more preoccupied with the elaboration of a sonorous discourse which 
would be circumscribed to another type of chronogenesis, i.e. non-linear, vectorial-sinusoidal and 
intimately linked with the archetypal structure of the long song, sung in the doina style of the 
Romanian oral musical tradition. 

Ethnomusicology defines the doina as ,,a pre-eminently lyrical melodic style, an open song 
based on improvisation, having certain typical and more or less variable melodic elements "*. 

On this basis, without resorting to folkloric quotation (as highlighted earlier), the composer 
assimilates and refines the characteristics of the improvisational style of the doina, by developing 


monodic structures of a wide sonorous amplitude, through which he traces the temporal mould of 


1 Cfr. Ibidem, pp. 288-289. 

? Bucuresti, ESPLA, 1956. 

? Vasile Herman, Formá si stil in creația compozitorului Sigismund Todutd, in: Studii todufiene, Cluj-Napoca, Editura 
MediaMusica, 2004, pp. 40-58. 

* Gheorghe Oprea, Folclorul muzical románesc, Bucuresti, Editura Muzicalá, 2002, p. 488. 
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certain evolutions of symphonic dimensions. Here are, in a simple enumeration, a few illustrating 
examples: 
e Miorița, ballad-oratorio(1957-1958), No. 4, Aulodia (Aulody), pp. 39-54/PG 
e Simfonia a V-a (Symphony No.5) (1962-1976), Part 2, Aulodia (Aulody), R 1107R 2005, 
pp. 31-52/PG 


Ex. 21 Pe urmele lui Horea (In the Footsteps of Horea)', oratorio (solo clarinet), p. 104/PG 


molto rubato, improvvisando rall. 
ameo E s 


Based on a rhythmic pattern subsumed to the general concept of the parlando-rubato, 
Todutá's improvisational monody (see the overwhelming preponderance of the movements or 
passages marked improvvisando) develops broadly cantabile melodic formulas, linked to 
melismatic, symmetrical and lyrical recitatives. Here and there, the ornamental richness of the line 
is reduced to lapidary and austere monostructures, in recto-tono recitative style. Cadences, however, 


restore the undulated profile of the line, reinforcing it through repetition. 


Ex. 22 Simfonia a V-a (Symphony No. 5) (1962-1976), Part 2, Aulodia (Aulody), R 180°, p. 45/PG 


The aulodic monody interlinks, in an organic synthesis, the previously mentioned nucleus- 
archetypes. Here is an example of how the Lydian fifth (originating in Bihor, just like the final 
cadence on the 2nd scale degree of the mode) coalesces with the inverted chromatic formula (C 


sharp - D - C natural). 


Ex. 23 15 Coruri mixte (15 Mixed Choirs), Notebook 3? (1969), Eglogá I (Eclogue I), p. 107 


: Bucuresti, Editura Muzicala, 1981. 
Bucuresti, Editura Muzicala, 1970. 
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Mu - ras, — Mv - rij, — à - Pn - c, 


The 1st choral piece, La curtile dorului, from the cycle bearing the same title, consists of an 
integrated melodic statement, with the "Todutá" motive introduced through the incipit of inverted 


chromatic formula. 


Ex. 24 La curtile dorului — Trei madrigale pe versuri de Lucian Blaga (At the Courtyards of 
Longing — Three Madrigals on verses by Lucian Blaga) (1978), I, p. 3, debut 


d =cca & J =56 


2. HETEROPHONY (Link-archetype 2) 


Although allied to the ontological condition of the multiple, heterophony proves to be 
another state of the one, i.e. of the monody. And indeed, heterophonic chronogenesis, based on 
the principle of coexistence of the model with itself, does not deny the primordial monadic unity 
but, on the contrary, acknowledges it as being tutelary in the broad sense of the 
predetermination/preexistence of all the phenomena which led to multivocality, as well as to 
polyphony and homophony. 

But the stratification and the multifascicular evolution of heterophonic voices belong to 
another organization of the vertical dimension, to a certain freedom of movement, governed by a 
subtle balance between synchrony and asynchrony, with controlled or quasi-randomized 
intersections and dispersions. Thus, heterophonic dynamics is different from the parallel movement 
of the medieval mixtures (like organum, gymel, faux-bourdon), from the interdependence of the 
imitative polyphonic textures, or from the hierarchy of the homophonous superstructures. 

From this perspective, Sigismund Toduta — supreme master of imitative polyphony, but also 
of harmonic and counterpointic mixtures — will shape his personal vision of the heterophonic 
syntax, viewing it as a transitory state of meteoric dissimulation of the monodic consensus, or as a 


partial and provisional perturbation of the state of unison. 
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The contextual hypostases are diverse: from ison and antiphony, passing through the 
ambiguity of the “droning” effects of voices and/or instruments, to monodies and paraphonies on 
the 1son, or to more elaborate structures like the figured choral. 

However, Todutá's heterophonic writings can undergo a minimum typologization, subject, 
of course, to certain personal interpretations and within the limits imposed by the casuistry of this 


type of discourse. 


HETEROPHONY - STRUCTURAL TYPOLOGIES 
1. LATENT HETEROPHONY - REAL HETEROPHONY 


2. 1. 
2. 1. 

The first term of this binomial inevitably leads to the reference to monody as unison. As a 
phenomenon preceding the heterophonic aggregation proper, the unison according to Todutá has a 
subtle oscillation of the sonorous densities, materialized either through the periodic disruption of 
the bi(multi)vocal-monodic structure, with or without the presence of the isonic stasis (ex.25), or 
through the extrapolation of the timbral parameter, through the (again) intermittent coupling of 


voices with the instruments group (ex. 26). 


Ex. 25 La curtile dorului — Trei madrigale pe versuri de Lucian Blaga (At the Courtyards of 
Longing — Three Madrigals on verses by Lucian Blaga) (1978), I, p. 3 


T] 


Ex. 26 Miorifa, ballad-oratorio (1957-1958), No. 6, Arioso, p. 65/PG 
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The second term of the binomial implies the stage of actual aggregation of the heterophonic 


fascicle, achieved either minimally, through a differential impulse pertaining rather to the 


perturbative suggestion of the state of unison (ex. 27), or maximally, by creating the dispersion of 


the monodic model in the alterity of the plurisonic complex (ex. 28). 


78 


Ex. 27 Miorița, ballad-oratorio (1957-1958), No. 1, Eterofonia (Heterophony), R 4", p. 14/PG 


Heterophony by second-unison oscillation 
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Ex. 28 La curțile dorului — Trei madrigale pe versuri de Lucian Blaga (At the Courtyards of 
Longing — Three Madrigals on verses by Lucian Blaga) (1978), I, p. 6 


Summation of imitative, convergent or divergent microprocesses, 
melismatic lines, pedals, derived from the same monodic magma 
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2. 1. 2. CONVERGENT HETEROPHONY - DIVERGENT HETEROPHONY 


The propagation of the heterophonic fascicle in Todutá's writings may evolve in two 
directions: 
The former, unidirectional one, determines the convergence of the monodic waves, as in the 


following example: 


Ex. 29 Lieduri pentru voce (m.s.) si pian (Lieder for Voice (m.s.) and Piano)', on verses by Ana 


Blandiana (1982, 1984, 1986), Locuita de un cántec (Inhabited by a Song), p. 17 
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The latter, bi-, multidirectional one, determines the divergence of the planes, with periodic 


intersections on the unison (A) and perfect fifth (A-E): 


Ex. 30 La curțile dorului — Trei madrigale pe versuri de Lucian Blaga (At the Courtyards of 
Longing — Three Madrigals on verses by Lucian Blaga) (1978), lezerul (The Mountin Lake) (II), 
debut 
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1 Bucuresti, Ed.itura Muzicalá, 1987. 
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2.1.3. POLYRHYTHMIC FASCICULAR HETEROPHONY - 
ISORHYTHMIC FASCICULAR HETEROPHONY 

Far from being a contradiction in terms, Todutá's heterophony displays both states of 
bifurcation/branching of the monodic wave. The previous example illustrates the manner of 
polyrhythmic merging of the two planes, a phenomenon which can also occur in convergent 
heterophony: 
Ex. 31 Simfonia a II-a (Symphony No.3), Ovidiu (1957), Part 2, R 70? (4 ms.), 

p. 96/PG 


Heterophony by mixtural globalization 


Personally, we identify an element of genuine originality in the realization of the 
isorhythmic fascicular heterophony, a manner by which Todutá creates the mirror symmetry and the 
isochronous rhythmic pattern, of a twofold filiation: the Romanian traditional dance tunes and the 
moto perpetuo style of Bach. 

A first example, with reduced heterophonic implication, propagates the oscillation of the 
second, including the i.c.f, in an isochronous circular motion, with symmetrically-inverted planes 
around the pivot note D. Worth mentioning is the microtonal implication, through spontaneous 


glides reminding of the archaic lament. 


Ex. 32 Miorița, ballad-oratorio (1957-1958), No. 1, Eterofonia (Heterophony), R3, p. 12 
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Furthermore, by correlating the isorhythmic/isochronous motion, extended into macro- 


ostinato, with the alert tempo and translation of soloistic elements into the area of the instrumental 
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ensemble, Sigismund Todutá generalizes the second-unison oscillation, thus creating a genuine 
cadenza of a heterophonic structure. 

Ex. 33 Concertul nr. 2 pentru orchestra de coarde (Concerto No. 2 for String Orchestra) (1972- 
1973), Part 1, Preludio, Quasi cadenza, R 257. pp. 8-9/PG 


Quasi cadenza J4-100-10. 
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At the end of this first attempt at finding and displaying the universals — i.e. the matriceal 
entities creating a genuine cantus firmus in Todutá's musical thinking —, we can say that monody 
and heterophony represent the foundation of an archetypal scenario, identifiable in a multitude of 
contextual hypostases which, together, form the backbone of a genetic pattern for an entire corpus 
of musical works. 

But this generality, emerging from the mosaic of a quasi-infinity of givens, does not 
exclude, but on the contrary demands the contribution of the particular, and therefore saying that by 
listening to Sigismund Todutá's music one experiences a strong ,sense of Romanian identity" 
means, among other things, remembering what ,,universalist” Cioran once wrote to his spiritual 
fellow brother, the ,,ethnic” Noica: ,, After pondering things over, I would say that of the two of us 
you are the one who has made the best choice. We cannot feel complete unless we stay close to our 


origins". 
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